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The musical traditions of London and of the larger monastic establishments during the Middle Ages and early Renaissance have long been recognized and their place in the transmission and cultivation of written vocal polyphony has been explored in detail on many occasions. 2 Outside of this, it is only relatively recently that attention has been drawn to the various smaller foundations that have been linked with the cultivation of polyphonic music from at least the end of the fourteenth century. 3 Of the larger urban centres outside of London, the cities with secular cathedrals have been somewhat overshadowed by their monastic counterparts. 4 York has perhaps suffered most, since of the available manuscript evidence of polyphonic singing, the manuscripts surviving in York have been presumed to originate elsewhere. 5 The idea that York contributed anything of significance to the repertory has been tacitly rejected through lack of direct evidence of named composers or of manuscripts of polyphony, particularly in the period immediately preceding the Reformation. Recent scholarship in the field of parochial history has begun to enrich the picture of musical life of institutions hitherto neglected by some musicologists. 6 Studies of the records of local fraternities, as well as churchwardens' accounts and other miscellaneous documents, have revealed important details relating to the purchase of liturgical books, the copying of music and the employment of singers for specific feasts and occasions. 7 These publications are of especial value to the study of a place such as York, where evidence relating to the top-class establishments (York Minster, St Mary's Abbey, St Leonard's Hospital) is exiguous, but from where there is a substantial amount of complementary evidence from more humble institutions in the form of chantry records, wills and so forth. The churchwardens' accounts of St Michael's, Spurriergate, start at the beginning of the sixteenth century; as the only set of such records from the north of England to have survived intact, their value is substantial. On evidence such as this, David Griffiths and John Paynter have stated that polyphonic music was first sung in York towards the end of the fifteenth century.
8 Richard Rastall's research into the York
The York Masses have long been York's best-known resident collection of late medieval vocal polyphony, yet they remain peripheral in many discussions of pre-Reformation music. The reasons for this are in some ways straightforward. Since the description of the York Masses in 1954 by Baillie and Oboussier, there has been no published edition of any of the seventeen movements; 10 as such the examination of the music's detail and style has been restricted to those prepared to track down unpublished editions or make their own.
11 Though several of the movements, all settings of parts of the Ordinary of the Mass, are complete or have the potential to be completed, many are in various fragmentary states due to the cantus collateralis layout and the loss of at least as many leaves as have been preserved. 12 Furthermore, though Masses I and II are probably complete as Gloria-Credo pairs, there is no full Mass Ordinary cycle amongst the fragments. 13 Perhaps, also, the York Masses have suffered from the provincial provenance and modest decoration of the leaves in comparison with sources such as the Lambeth, Gonville and Caius, and Eton Choirbooks from approximately the same period. London has remained the favoured provenance of the York leaves.
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The basic conclusions of scholars relating to the York Masses have been conservative and sometimes contradictory. The compositions themselves have been ascribed to dates ranging from c. 1470 (Kyrie I) to the late 1520s (Mass VI); likewise, the date of the compilation of the choirbook has been placed between c. 1495 and the 1520s. 19 The grounds for these opinions have included the comparison of scribal and musical styles associated with music collections primarily from the London area, and the Eton Choirbook, with those evident in the York Masses. The validity of such an approach in relation to this quite different source has yet to be challenged.
The appearance of Sarum chants as plainsongs in the York Masses has been taken as evidence against their use within the York Diocese. The York Use was distinct from that of Sarum in several ways, not least through the prevalence of sequences in the liturgy preserved from St Mary's Abbey in York. 20 The York Gradual has been accepted as reflecting the practice of the diocese of York up to the Reformation. 21 However, it is clear that in many cases, institutions such
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as York and Durham, though following their own separate rite, employed music from institutions and locations following that of Sarum. Towards the end of the pre-Reformation period, many attempts were made to bring local uses into line with Salisbury. 22 York service books increasingly reflected this trend. From 1503, several printed editions of the Psalter and Hymnal were produced for both York and Sarum Use establishments. 23 Other institutions appear to have owned books for more than one use; for example, Durham Cathedral, which followed its own rite, is known to have ordered polyphonic books to be made in Westminster. This practice of copying for establishments elsewhere in the country may well have affected the overall prevalence of Sarum chants in polyphonic items, finding their way into the music practices of establishments with their own peculiar rite. Overall, the picture of local chant usage is far muddier than might previously have been thought, and the possibility that York may have been home to polyphonic items which were based upon Sarum chants in this period cannot be ruled out.
Recently, some fragments of music have come to light that paint a new picture of music-making in the northern capital. Now shelved as York, Borthwick Institute, MS Mus 9, these fragments appear to be from a collection of Gloria squares. The assimilation of evidence relating to sources of both polyphony and plainchant in sixteenth-century books has led to the re-examination of the whole pattern of York's musical remains. There are several sources that are central to the understanding of this new evidence, all of which appear as binding fragments for non-musical sources now kept at the Borthwick Institute of Historical Research in York. 24 These are listed below. 4. Probate Register 17A, including part of a bifolium from a York Gradual as a front flyleaf. 27 The host source includes probate records from the years 1561-5.
5. Miscellaneous binding strips, unshelved and kept in a box of binding fragments. Their precise origin is unknown at present, though they were taken from books now kept at the Borthwick Institute. They comprise four fragments from two original volumes, one an Antiphonal and one a Gradual, probably of the York Use.
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Most striking are three elements: the use of musical binding fragments in official records local and specific to York; the range of musical genres, including plainchant and polyphony; a repertory of previously unidentified squares, a compositional technique used in English pre-Reformation repertory, including the York Masses. 29 The seventeen binding strips (Ybi 9), used as quire guards throughout the sixteenth-century volume, are described below (Plates 1-4). 
Several fragmentary parts of further compositions (perhaps as many as six),
for which no text survives and no identifications have so far been made.
32
One tenor may be a further alternatim setting of the Gloria, since the music is divided into sections as in items 1-3. All these fragmentary pieces are in the same hand, in void notation. Frequent changes of mensuration suggest a date current with the later rather than earlier layer of Old Hall.
The strips can be arranged into two main leaves, though it is possible that there are more leaves represented in what survives. The existence of two upper and two lower strips, preserved untrimmed and effectively the head and foot of two separate leaves, would support this preliminary hypothesis. 33 The original dimensions of the leaves appear to match the surviving portion of Ybi 2 precisely. Since each strip comprises a horizontal section across both sides of a bifolium, it contains music from the verso and recto of a leaf.
Unlike Ybi 2, which preserves three-part repertory in score format, this collection contains only the lower part of each source composition. The date of Ybi 9, certainly no later than c. 1500, would argue against this being a part book. It would appear that the tenors in Ybi 9 were all copied as squares. It is possible that most if not all these squares came from settings of the Gloria, and that some kind of alternatim performance was intended. In the Old Hall copies of these Glorias, all verses were set as polyphony. That pieces were purged in this specific way is intriguing, and begs the question of how the 'missing' sections of text were to be supplied. Were they to have been sung as plainchant, or freely composed? The alternatim structure of Gloria movements, while not particularly popular in England, can be found in examples from the fifteenth century, and in settings by Ludford and Sheppard in the sixteenth. 34 33 The strips bear numbers relating to the foliation of the sixteenth-century quires from which they were extracted. In the plates, the strips are arranged in the following order, from the top: (folio A) 56A, 237A, 205A, 254A, 6A, 39A, 73A, 221A, 156B; (folio B) 189B, 271A, 23B, 173B, 89B, 106A, 123B, 139B. me veult' and II 'Custodi nos' are alternatim settings based on squares. 35 In the past, alternatim settings have been thought to have been particularly associated with the celebration of Lady Masses. 36 The repertory concordant with the strips clearly predates the notation in Ybi 9. The void notation and the text hand of item 1 suggest that the majority of the squares were copied toward the middle of the fifteenth century. This is supported by the later style of notation found in items 2 and 3, which appear to have been copied no earlier than the third quarter of the fifteenth century, and perhaps even slightly later. The void notation which is most prominent in this collection of squares all appears to have been entered by the same hand, and may indicate that this was an earlier layer, later supplemented with new works. At least two of the scribes were aware of the association between c. 1400 repertory and the use of squares at a much later date. It is notable that the untexted Gloria (item 3) known from the opening piece in Old Hall follows the piece (item 2) whose hand is associated with the latest dating, particularly in the case of the text hand. The texts beneath items 1 and 2 may have been added in by later scribes, since they were entered roughly and inaccurately. 37 If this text was merely an aide-mémoire to the liturgical origin of the music, complete accuracy may not have been a priority.
Since the dimensions of the written space and estimated overall page size are identical with those of Ybi 2, and given the presence of void notation and c. 1400 repertory in both of these sources, one might be inclined to suggest that their origins lay in the same choirbook. Though the staff width and gauge of Ybi 9 match those of Ybi 2, the written space of the nine staves in Ybi 9 is centred and preserved intact; the top staff of Ybi 2 has been trimmed off, thus its original height would have been greater. It would seem that Ybi 9 was copied later than Ybi 2. Was the compiler aware of the earlier collection of music, from which he drew tenors for use as squares, only to trim a leaf from this collection for use as a cover for the new one? Why do the written space and ruled staves match one another so precisely? Could they conceivably have been articulated by the same hand, during the same time period? It is likely that the earlier leaf simply provided a convenient cover for the square collection, yet the concordances of both sources with repertory known from the Old Hall manuscript is intriguing. 
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The RISM entry for Ybi 2 suggests that pen trials including the name Lamkyn may relate to a composer attribution, since lost. However, all of these names, including 'Elizabeth Hawley' and a certain 'Johannes', relate to the main contents of the host source, and are in a much later hand. Therefore it must be concluded that with the exception of the Bittering piece attributed to him only in Old Hall, the corpus of both Ybi 2 and Ybi 9 remains anonymous. Bittering contributed two known Glorias to the Old Hall manuscript, in addition to one Credo, a setting of the Nesciens mater and En Katerine / Virginalis concio; he was also associated with Credo no. 85 in Old Hall by a sixteenth-century owner of the manuscript, but this has been considered spurious. 38 There are no firm grounds for ascribing the anonymous Old Hall Glorias in the source Ybi 9 to Bittering.
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The questions of where these manuscripts might have originated, and how they eventually found their way into related local bindings are particularly interesting. Their association in the bindings of the 1560s and 1583 suggests that the original music sources did not fall prey to the first waves of destruction during the Reformation. Similar cases, such as the Forrest-Heyther part books, confirm that some choirbooks were still available as late as the 1550s. 40 It is likely that with later Protestant reforms, a new wave of anti-Catholic measures resulted in the dispersal of these music books from one or more churches in the local area, resulting in their sale to a York binder, who may have been a disenfranchised monk or priest with binding skills which provided his income. Some evidence of reforming spirit can be seen in the following edict (1571) by the archbishop of York, Edmund Grindal (1570-1576):
Whether all and every antiphoner, mass-book, grailes, portesses, processionals, manuals, legendaries, and all other books of late belonging to your church or chapel, which served for the superstitious Latin service, be utterly defaced, rent, and abolished, and if they be not, through whose default that is, and at whose keeping they remain. 41 Grindal's edict was typical of the approach of Protestant reformers, but it cannot have had a direct effect on the music fragments under discussion here since at least one of them was used in a binding of 1583, the year of Grindal's death, and none shows evidence of having been used in previous bindings. The appearance of the music in Ybi 1, 2 and 9 in volumes from the same series of court books prompts the suggestion that these records were collectively rebound no earlier than 1583 using material from one or more church's or individual ' 44 There is record of one of its most prominent priests, Sir Thomas Wirral (or Worral), having sung there regularly; he was an able scribe who took care of the only church accounts which still survive from the area. 45 It has been suggested Wirral's handwriting appears in the binding fragments, as the text under item 2. 46 With such a small amount of text to examine, the evidence may be considered inconclusive in this respect.
The churchwardens' accounts record several requests for polyphonic music to be sung for the memorial services, or obits, of parishioners at St Michael's. As early as 1502/3, shipman Robert Dale asked for a weekly Mass to be sung 'with pryk noote' every Friday at the Jesus altar in return for his tenement in Low Ousegate. 47 In 1519, Anthony Middleton left £4. 13s. 4d. 'to an honest priest being a choir man to sing in my parish church . . . by the space of a year'. 48 Both young and adult voices were evidently employed for such purposes, according to 42 The York Gradual, probably from the village of East Drayton, includes two pieces of polyphony, a three-part setting of Veni Creator was employed to instruct the children in 'planesong, prikesong, figuration and deschaunt' alongside his duties as organist in the choir and Lady Chapel. 58 York and Durham each purchased organs of a high calibre; for example, the records note that at the Reformation Durham had:
